

  [image: cover]




  

     




    Authors:




    Joseph Archer Crowe & Giovanni Battista Cavalcaselle




    Anna Jameson




     




    © 2023, Confidential Concepts, worldwide, USA




    © 2023, Parkstone Press International, New York, USA




     




    All rights reserved.




    No part of this publication may be reproduced or adapted without the permission of the copyright holder, throughout the world. Unless otherwise specified, copyright on the works reproduced lies with the respective photographers, artists, heirs or estates. Despite intensive research, it has not always been possible to establish copyright ownership. Where this is the case, we would appreciate notification.




     




    ISBN: 978-1-78310-392-8


  




  

    Joseph Archer Crowe & Giovanni Battista Cavalcaselle




    Anna Jameson




     




     




     




     




    EARLY ITALIAN




    PAINTING




     




     




     




     




     




     




    [image: parkstone-sirrocco-Black frame R.jpg]


  




  

    [image: ]


  




  

    [image: ]




     




    Christ in Majesty, c. 1072-1087.




    Fresco. Basilica of Sant’Angelo




    in Formis, Capua.


  




  

    
Introduction:


    Something about Pictures and Painters




     




     




    Note from the Editor: The following passages originally constituted sections of two books that delved into the origins, progression, and development of the Italian Renaissance. Both written in 1864 – one by Anna Jameson and the other by Giovanni Cavalcaselle and Joseph Crowe – their original text provides a vivid insight into both the lives of the artists and atmosphere of the time, shedding light on certain works that have since been destroyed or lost, as well as exacting a Victorian critique of artistic technique and form that has since been replaced by a less assertive style of analysis. Nevertheless, despite the interceding period of a tumultuous twentieth century, many of the works remain in the same chapels, Duomos, and galleries referred to by the writers, and the fact that they are still an object of artistic interest to some, and reverence to others, corroborates their timeless appeal.




     




    These ‘Memoirs’ of the early Italian Painters were first published in the form of detached essays. The intention was to afford young travellers, young art students, and young people in general, some information relating to celebrated artists who have filled the world with their names and their renown; some means of understanding their characters as well as comparing their works; for without knowing what a painter was, as well as who he was, the circumstances around him, his age, and the country in which he lived, we cannot comprehend the grounds of that relative judgment which renders even imperfect works so precious and admirable. These biographical essays were necessarily brief. Since they were first published, the taste for art has broadened significantly; many works have appeared, some beautifully illustrated. Unnumbered reviews, essays, and guidebooks from the pens of accomplished critics and artists have all facilitated the study of art; but the original purpose of this little book as a companion for the young has not been superceded. The author has therefore prepared this edition with great care. The references to examples have been made, wherever it has been possible, to the National Gallery in London; the number of valuable early pictures which were recently added to our collection has rendered these references and descriptions much more intelligible and interesting to the young student than they were a few years ago. Many remarkable pictures have since changed hands; nearly all the arrangements in the Louvre in Paris, in the Florentine Galleries, and in the Galleria dell’Academia in Venice, have been altered since the original publishing.




    It was necessary, therefore, to correct the references with some regard to the existing arrangements and the numbering of the pictures in all these famous galleries. Of course it has not been possible in this little work to enter into disputed points of criticism or chronology; but the author has profited from two visits to Italy, and more particularly by the excellent edition of Vasari, who has added several biographies and rendered these Memoirs altogether not only more interesting, but sufficiently accurate, considering their comprehensive and popular form, ensuring not to mislead the inexperienced student on questions relating to particular pictures and individual artists that remain to be settled.
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    Simone Martini and Lippo Memmi,


    Altarpiece of The Annunciation, 1333.




    Tempera on wood, 184 x 210 cm.




    Galleria degli Uffizi, Florence.


  




  

    [image: ]




     




    Duccio di Buoninsegna,


    Gualino Madonna, between 1280-1283.




    Tempera and gold on wood, 157 x 86 cm.




    Galleria Sabauda, Turin.


  




  

    In regard to pictures, let it be remembered that although a knowledge of the name, the character and the country of the painter adds greatly to the pleasure with which we can contemplate a work of art, it is not — it ought not to be — the source of our highest gratification; that must depend on our capacity to understand the work in itself, and have delight in it for its own sake. Our first question, when we stand before a picture should not be “Who painted it?” but “What does it mean?”, “What is it about?”, “What was in the painter’s mind to express when he embodied his thoughts in this form and colour?” We should be able to read a picture as we read a book, but a picture has an advantage over a book in that its significance is not expressed in written or printed words, which are mere arbitrary signs of human invention, but in forms and colours, which belong to the realm of nature. Imagery, whether in painting or sculpture, was a means of imparting instruction, as well as delight, long before the art of writing existed, and painting was brought to a certain degree of perfection and used for the grandest and most important purposes long before we had the art of printing. In those times, to use the expression of one of the old fathers of the Church, “Pictures were the books of the people;” in fact, they had no other; even now, when books are plentiful and cheap, the use of pictures to convey information more rapidly and more accurately than by words is commonplace.




    But it is another thing when we have to consider pictures as art, and painting as one of the highest of the fine arts properly so called. Now, people may collect books merely as articles of curiosity and rarity, as specimens of printing and binding, like that collector who Pope describes: “In books, not authors, curious was my lord!” He may like them as furniture to fill his shelves with intricate binding and accredited names, even so may an individual collect pictures for their beauty, their rarity, or their antiquity, or hang them on their walls as mere ornamental furniture. No doubt such collections are a great, allowable source of pleasure to the possessor and to the observer; however, considered as productions of mind addressed to mind, this is not the highest advantage to be derived from pictures. As I have said, we should be able to read a picture as we read a book. A gallery of pictures may be compared with a well-furnished library; I have sometimes thought that it would be a good thing if we could arrange a collection of pictures as we arrange a collection of books. In the ordering of a library with a view to convenience and use, we do not mix all subjects together. We have different compartments for theology, history, biography, poetry, travels, science, romances, and so forth; we might consider pictures in a similar order. Theology, in that case, would comprise all ordained subjects, whether taken from the Holy Scriptures, or having any religious significance; they may be the representation of an event, such as the elevation of the serpent in the wilderness, the raising of Lazarus, the worship of the Magi, or they may be the expression of an idea, such as the dead Christ mourned by his mother and the angels, or those most beautiful and inexhaustible subjects, the human mother nursing her son, and the son honouring in heaven the mother who bore him on earth. Such ideal subjects bear the same relation to religious narratives as the Psalms and prophecies bear to the book of Kings.




    In the category of the theological, pictures may be classed as those which represent the effigies and sufferings of the Holy Martyrs who perished for their faith in the early ages of Christianity — the noble Roman soldier St. Sebastian, the Great Doctors and Teachers of the Church such as St. Jerome who made the first translation of the Scriptures into the vulgar tongue (thence called the Vulgate), and those personages who became ideal types of Christian virtue. Thus we have the valorous angel Michael, conqueror of the powers of evil; the benign angel Raphael, guardian of the young; the learning and wisdom of St. Catherine, the fortitude of St. Antony, and the chivalrous faith of St. George. Some knowledge of these personages, their characters and actions, historical or legendary, and the manner in which they were represented by various artists for the edification of their respective societies, will add greatly to the interest of a gallery of pictures.
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    Giotto, Baroncelli Polyptych, 1334.




    Paint and gold on wood.




    Basilica di Santa Croce, Florence.




     




     




    All would range as theology, and nothing is more interesting than to observe the very different manner in which the same scene and subject has been conceived and represented by different artists.




    Continuing our parallel between a library and a picture gallery, history would comprise all pictures representing such actions and events as have been recorded by objective writers — classical and modern. Such are The Family of Darius at the feet of Alexander (from Grecian history), The Romans carrying off the Sabine Women (from Roman history), The Death of Lord Chatham (from English history), and so on; portraiture stands in the same relation to historical painting that biography bears to history. Is not the picture of Ippolito de’ Medici and Sebastian del Piombo a piece of biography? What about Julius the Second, that resolute old pope or Julia Gonzaga? Consider, too, Zurbaran’s Monk and Rembrandt’s Rabbi. Understanding the representation of history through art will provide an insight into the emotive character of the times, in a way that words cannot.
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    Christ Pantocrator, 12th century.




    Mosaic. Apse of Monreale Cathedral, Monreale.


  




  

    Poetry would comprise all subjects from poets both ancient and modern. Such are the Bacchus and Ariadne, the Yenus and Adonis, Mercury teaching Cupid to read, the Judgment of Paris (all taken from the classics); Erminia and the Shepherds (from Tasso); the Rescue of Serena (from Spenser). These are poetry, regardless of whether each in itself is a poem. Then, correlative with fiction and drama, domestic or romantic, we have the style of painting, called genre, which deals with the scenes and incidents of familiar life, which may be of a very high moral significance, as in the Marriage a-la-Mode; or of the lowest, as in the Woman Peeling Carrots, or the Drinking Boors; whatever the significance, it may be ennobled by the perfect execution. Some modern novels, in which the most commonplace events of everyday life are treated with the most exquisite grace, delicacy, and knowledge of human nature, may be likened to those Dutch pictures in which two misers counting their gold, a lady reading a letter, or a woman bargaining for a fowl, shall be treated with such consummate elegance of execution, and even power of character, that at once, they delight the eye and fancy.




    But genre painting was unknown in the early schools of Italian art; the concerts and conversazioni of Giorgione and the other Venetians are too poetic to fall under this designation, so I shall say no more of it here. Animal painting, as a special class of art as Rubens, Snyders, and Landseer have made it, was also unknown. At the same time, we must acknowledge that when the old Italians introduced animals into their pictures, they showed themselves capable of excelling in imitative as well as ideal art. What can exceed the little birds on the steps of the throne in Benozzo Gozzoli’s Madonna, or the fish in Perugino’s picture Raphael and Tobit, for exquisite truth of nature? To be sure, we cannot say the same of Paolo Uccello’s horses, yet it is interesting to observe the first efforts in this way of a school which afterwards produced Andrea Verrocchio’s equestrian statue of Colleone and Lionardo’s Battle of the Standard.




    Landscape painting, which may be likened to books of travels and descriptions of scenery, was unknown as a separate class of art until the middle of the sixteenth century; however, some of the early painters, particularly the Venetians, give us a lovely background in their religious scenes. That intense sympathy with natural scenery which we find in the works of Thomson and Wordsworth as poets and Cuyp and Hobbema as painters, seems to have been the growth of modern times.




    Lastly, to continue our parallel, we have a scientific class of art as of books. Painting, when called in to illustrate the discoveries and triumphs of science, as in geology, botany, architectural and technological innovations, and the like, may be called scientific art. A collection of this kind of picture, where beauty of treatment is combined with exact truth, might be made very attractive as well as interesting and profitable. Scientific art is chiefly employed in illustrating books, and is the handmaid rather than the priestess and interpreter of nature. But photography has taught us all the beauty and the poetry that may be found in the most literal transcripts of truth; like landscape and portraiture, scientific art will find a place for itself in our galleries in time.




    When we know and thoroughly understand the subject of a picture, we may then inquire the name of the painter, the age, the country, the school of art in which he was reared, to which he belonged; hence we may derive the most various delight from the associations connected with this extended knowledge. These Memoirs of famous painters are intended to suggest such comparative and discriminating reflections. I will conclude with a passage written long ago by an almost-forgotten art critic, old Jonathan Richardson:




    “When one sees an admirable piece of art, it is a part of the entertainment to know to whom to attribute it, and then to know his history; whence else is the custom of putting the author’s picture or life at the beginning of a book? When one is considering a picture or a drawing, and at the same time thinks that this was done by him who had many extraordinary endowments of body and mind, but was withal very capricious [Leonardo da Vinci]; who was honoured in life and death, expiring in the arms of one of the greatest princes of that age, Francis I, King of France, who loved him as a friend. Another is of he [Titian] who lived a long and happy life, beloved of Charles V, Emperor, and many others of the first princes of Europe. When one has another in his hand, and thinks this was done by him [Michelangelo] who so excelled in three arts as that any of them in that degree had rendered him worthy of immortality, and one that, moreover, durst contend with his sovereign (one of the haughtiest popes that ever was) upon a slight offered to him, and extricated himself with honour. Another is the work of he [Correggio] who, without any one exterior advantage, by mere strength of genius, had the most sublime imaginations, and executed them accordingly, yet lived and died obscurely. Another we shall consider as the work of he [Annibal Carracci] who restored painting when it was almost sunk; of him whose art made honourable, but, neglecting and despising greatness with a sort of cynical pride, was treated suitably to the figure he gave himself, not his intrinsic merit; which, not having philosophy enough to bear it, broke his heart. Another is done by one [Rubens] who (on the contrary) was a fine gentleman, and lived in great magnificence, and was much honoured by his own and foreign princes; who was a courtier, a statesman, and a painter, and so much all these, that, when he acted in either character, that seemed his business, and the others his diversion. I say, that when one thus reflects, besides the pleasure arising from the beauties and excellencies of the work, the fine ideas it gives us of natural things, the noble way of thinking one finds in it, and the pleasing thoughts it may suggest to us, an additional pleasure results from these reflections.




    “But, the pleasure! when a connoisseur and lover of art has before him a picture or a drawing of which he can say, this is the hand, there are the thoughts, of him [Raphael] who was one of the politest, best-natured gentlemen that ever was; and beloved and assisted by the greatest wits and the greatest men then in Rome; of him who lived in great fame, honour, and magnificence, and died extremely lamented, and missed a Cardinal’s hat only by dying a few months too soon, particularly esteemed and favoured by two popes [Julius II and Leo X], the only ones who filled the chair of St. Peter in his time, and as great men as ever sat there since that apostle, — if at least he ever did; one, in short, who could have been a Leonardo, a Michaelangelo, a Titian, a Correggio, an Annibale, a Rubens, or any other he pleased, but none of them could ever have been a Raphael. And when we compare the hand and manner of one master with another, and those of the same man in different times, when we see the various turns of mind and various excellencies, and, above all, when we observe what is well or ill in their works, as it is a worthy, so it is also a very delightful exercise of our rational faculties.”




    It is to enlarge this sphere of rational pleasure in the contemplation of works of art that the following Memoirs were written. [May, 1859]
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    Cimabue, Crucifixion, c. 1280.




    Fresco. Left transept of the




    Upper Basilica of San Francesco, Assisi.
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    Pietro Lorenzetti,


    Christ of Compassion (facing right),


    between 1340-1345.




    Lindenau-Museum, Altenburg.
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    Duccio di Buoninsegna,


    Crevole Madonna, c. 1280.




    Tempera on wood.




    Museo dell’Opera del Duomo, Siena.
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    Taddeo di Bartolo,


    The Adoration of the Magi (detail), c. 1404.




    Pinacoteca Nazionale, Siena.


  




  

    
Revival of Art in Siena – Fundamental


    Difference between Sienese and Florentine Art




     




     




     




    Duccio was the first great painter of the pure Sienese school. His career began after that of Cimabue yet earlier than that of Giotto; he occupies in the annals of his country almost as much space as they hold together in the annals of Florence. He reformed the old manner, creating a new one which was long second only to that of Florence, clinging firmly to time-honoured forms of composition and old technical methods of execution. His contemporaries and successors Ugolino, Segna, Simone Martini, the Lorenzetti, and Taddeo di Bartolo did no more in the fourteenth century than follow the wake which marked his track. They hardly improved the system which he galvanised into life.




    The Lorenzetti brothers, it is true, assumed and embodied some of the practice of the Florentines, infusing into their grand and admirable works some of the spirit of Giotto. They momentarily cleared the barrier which separated the two great schools of Central Italy. But the effort was short-lived, and Taddeo di Bartolo, at the close of the fourteenth century, was as clearly in the beaten path up to the expansion of his peculiar genius as the ‘second rates’ of Siena.




    Thus confined within a narrow circle, the Sienese remained true to a system of their own, which they corrected in the fullest measure of which they were capable without an abandonment of sacred principles, custom, and prejudice. It was chiefly in technical methods of execution that they followed traditional habits. They had, one would think, the Siculo-Byzantine examples, whose studied and careful execution, whose minute precision of drawing and detail, whose powerful and lively colour and elegant ornament were to be greatly admired. They succeeded in rivalling these models, carrying ornamentation beyond an accessory and making it a principal feature in their pictures. They pursued this path so far that, not merely their draperies, but a nimbus, a gilt background, and the frame, which enlivened the composition, were stamped with the most exquisite designs of leaves and branches, with human heads for flowers or arabesques of a more general form, relieved, coloured, and gilted, with all the delicacy of a tasteful Oriental style. That, in such a pursuit of detail, the essentials of composition and form should not have sunk into complete oblivion is remarkable. The result, however, was a material check to the progress of severe simplicity and grandeur, by which the perfect subordination of each part to the whole, and the grand development which characterised the Florentines, were rendered impossible. That colour should become a special study under these circumstances was natural. Tempera pictures, though brilliant and vigorous in tone, could hardly attain light keys of harmony so long as the old system was maintained. The Sienese adhered to this system with extraordinary persistence; why they did so, when in fresco they followed other methods, is an interesting line of inquiry. For a people of a happy and lively spirit, the Sienese were much more patient as tempera painters than the Florentines. The reason is to be found in their fondness for ornament, which required time and effort to work out. Their rivals, of more simple taste, preferred mastery and breadth of handling. A Florentine altarpiece might be seen at a greater distance, a Sienese panel invited closer attention; however, for this very reason, it demanded more minute finish and more time. A system which had the advantage of affording time for finish might be essential; it was certainly practised by the Sienese, and necessarily involved the continuance of the old technical methods. These methods may be summed up in a few words.




    They prepared their materials with the care peculiar to the oldest painters, and covered their panel with a cloth to keep the joints together, as the artists of every school did at the time; they primed it with a white ground of gesso on which the drawing was engraved with the minutest attention. The flesh tints were then laid on in one general and dense coat of verde, covering the light parts as well as those intended to be in shadow. Upon this universal ground, they began to model by laying in the lights in a copious stippling and seeking the form by the direction of its lines. Having thus obtained light and shadow by the juxtaposition of the stippling with the original verde, they melted the colours together by working them over and over with excessive labour and patience until the forms had gained a sufficient amount of rounding. This slow process was facilitated by the peculiar capacity for moistness in the original verde. Ruddier tones were now stippled on to the cheeks and lips, meant to highlight the most projecting points, and the whole was finally fused together by transparent glazes. But nothing that the artist could do sufficed to produce any more than a low key of harmony, because the deep verde always reappeared and absorbed too much light to allow for a quality of brightness and clarity. The stippling never succeeded in creating perfect semitones, so a sharp contrast invariably existed between the light, which was too yellow, and the shadow, which remained too green. At first, perhaps, these defects were less visible because of the glazes, but, as in Cimabue’s pictures, painted with paler verde on the same principle. Hence, in the altarpieces of Siena, these light and fugitive tints were the first to disappear by abrasion; the surface was left too green in shadow, too red in the lips and cheeks, and too yellow in the highest places. The draperies were produced in another way, where the nature of the colour allowed it, with a general tone strengthened by deeper glazes of the same in shadow, and lighter preparations for the highest lights.




    In fresco, the Sienese never covered the white intonaco with a general verde tint in the flesh. They merely marked the contours and shadows with a reddish brown of a liquid texture, or with red lines and pale verde shadows, from the beginning, mapping out distinct planes, so that light colour never came over dark. In this way, Simone and the Lorenzetti produced frescoes uniting power with brightness and surface clarity. Rejecting in paintings on the wall the system which enabled them to be detailed, as frescoes need not be seen close-up, they attained great perfection, fusing the lights and semitones into the shadows so that at times they even had the defect of flatness, obtaining relief by means exactly the reverse of those employed in tempera.




    True to the old and typical forms of composition which preceding ages had developed, Sienese painters also preserved that vehemence of action which had been traditional, and failed to appreciate the decorous simplicity of the Florentine revival. Hence, there was an absence of balance in pictures, superfluity or insufficiency in composition as in groups and figures. The intention was too frequently better than the result; movements might be found bold and disposed to exaggeration. A stern, sometimes convulsed expression and forced motion in males contrasted with a languid or affected tenderness and grace in females. Gazing eyes in the first proclaimed fearlessness and masculine passion, muscular forms suggested energy and force. In the second, long parallel lids all but closed over the iris, long narrow heads with slender frames, or round faces on corpulent ones were characteristic. Draperies, otherwise massive and of a fine cast, clung to the shape and exposed its peculiarities. Broken, cramped, and strange action of hands and fingers supplied the place of natural gesture. Thin and pointed in females, the extremities were short, coarse, muscular, and bony in males. Superabundance of character, form, and motion in men was the heirloom of earlier art, affected softness and gentleness in women, a pure Sienese element. In this respect, Cimabue furnished the model which artists of the sister republic exaggerated in imitation.
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